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Abstract 
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Director: Linda Darty 
METAL DESIGN AREA 
 
The work in this thesis exhibition is a reflection of my spiritual journey, a consecration of 
both the mundane and profound, and my search for transcendence. Repetitive action becomes 
meditation; each piece becomes a prayer.  Fueled by a passion for the geologic sciences, these 
works combine actual stones and sediments with electroformed and enameled fabricated stones 
with textile techniques  to create a series of neckpieces and an installation of brooches.  
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“Let the beauty we love be what we do. There are hundreds of ways to kneel and kiss the 
ground.” ~Rumi1 
 
 
“The mountains are great stone bells, they clang together like nuns. Who shushed the 
stars? . . . The sea pronounces something over and over, in a hoarse whisper; I cannot quite make 
it out. But God knows I have tried.” ~ Annie Dillard2 
 
 
 “We have only to follow the thread of the hero path, and where we thought to find an 
abomination we shall find a god. And where we thought to slay another we shall slay ourselves. 
Where we thought to travel outward, we will come to the center of our own existence. And 
where we had thought to be alone, we will be with all the world.” ~Joseph Campbell3 
 
 
INTRODUCTION 
 The natural world, especially rock and fossils, have always inspired me. Not only 
do I find these objects visually captivating, but also for the scientific information they 
contain. Each stone tells its own story of formation, and I have chosen to create works 
with fabricated rocks, actual rocks and thread. My passion for these objects has led me to 
use them to tell my own story of spiritual formation through large neckpieces that 
encompass my body and an installation of brooches. The writings of Annie Dillard, 
Matthew Fox, Joseph Campbell, Bill Moyers, and the Muslim poet Rumi, have helped 
me to better understand my own motivations behind the creation of these works. 
In her essay “Teaching a Stone to Talk”, Annie Dillard describes the efforts of a man 
who is trying to coerce an ordinary beach stone to speak, and speculates on his motives for 
attempting such a thing.4 She comments on his process as she imagines it: 
I assume that like any other meaningful effort, the ritual involves sacrifice, 
the suppression of self-consciousness, and a certain precise tilt of the will,  
so that the will becomes transparent and hollow, a channel for the work. I  
wish him well. It is noble work, and beats, from any angle, selling shoes.5  
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As for the “why” of this undertaking, Dillard discusses how early nomads begged God to never 
speak to them directly ever again, because they were so frightened.6 God agreed, leaving us with 
a silent nature.7 She states,  
. . .every flake of the world is a chip off that old mute and immutable 
block. The Chinese say that we live in the world of ten thousand things. 
Each of those ten thousand things cries out to us precisely nothing.8 
 
Today, many of us are trying to repair this damage, through various methods, including the arts, 
the sciences, and religion. The Reverend Matthew Fox states “God is experienced through acts of 
creativity and co-creation”, creativity being the most vital ingredient in both the arts and 
sciences.9  Art becomes meditation, prayer and praise. It functions as both celebration and 
counselor.  For me, it is my way to communicate with what is higher than myself.  I view the 
story of my stones, not as mutually exclusive to my own story, but rather as in tandem with it.  
As Joseph Campbell states, “All final spiritual reference is to the silence beyond the sound.”10 
All that any of us are trying to do is connect with something larger than ourselves, to find 
a voice in the silence we so long ago asked for. Dillard wonders,  
What have we been doing all these centuries but trying to call God back to the 
mountain, or, failing that, raise a peep out of anything that isn’t us? What is the 
difference between a cathedral and a physics lab? We spy on whales and 
interstellar radio objects; we starve ourselves and pray till we’re blue.11 
 
I sit in my studio and try to teach my stones to speak. 
 
INNER WORK 
 In his interview with Joseph Campbell on mythology, Bill Moyers begins by 
saying that “We all need to tell our story and to understand our story.”12 But how can we 
begin to understand our own story until we first understand ourselves? How can I teach 
my stones to tell my story, unless I know what it is? Campbell calls it the “inner journey” 
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towards transcendence, Rumi calls it “soul work”; and Anne Dillard, refers to it as the 
sound through the silence.13  
 By taking the inner journey, by doing the soul work we are capable of reaching 
beyond ourselves. As an Italian blacksmith once told me, “Through the emptiness you 
can hear everything.” Through the silence that nature offers us, we can hear the universe. 
 Transcendence means “that which is beyond all concepts”.14 Some refer to it as 
the Godhead, or Atman.15 It is a feeling of ecstasy, a feeling of being at one with the 
universe. In art terms, we may refer to transcendence as the sublime, a moving 
experience, so beautiful the feeling cannot be expressed in words alone. You move past 
fear and desire, past all those repugnant, uncomfortable emotions, and experience a 
spiritual death and rebirth.16 Campbell states, “You die to your flesh and are born into 
your spirit.” 17 This, he says, is God. 18 
And the one who takes the inner journey, the one who achieves transcendence, 
who reaches union with God, who hears beyond the silence, is responsible for sharing 
their experience with those of us who cannot. Moyers states, “And the one who had this 
psychological experience, this traumatic experience, this ecstasy, would become the 
interpreter for others of things not seen.”19 Campbell and Moyers discuss making the 
unseen seen through images: 
 
Campbell: In our tradition it is the monk who seeks the experience. . . The 
person who has had a mystical experience knows that all the symbolic 
expressions of it are faulty. The symbols don’t render the experience, they 
suggest it. If you haven’t had the experience, how can you know what it 
is?  
Moyers: The person who has had the experience has to project it in the 
best way he can with images. . . 
Campbell: There is more reality in an image that in a word.20 
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 Before the Age of Enlightenment, the interpretation of the transcendent 
was once the duty of shamans and mystics; Moyers asks who is responsible for 
this interpretation of ecstasy is today.21 Campbell replies that it is the duty of the 
artist to do this, but the artist must have an understanding of myth, and humanity, 
otherwise he or she is “simply a sociologist with a program for you.”22 In other 
words, the artist must be on the inner journey, completing soul work.  
Campbell speaks further on the purpose of the artist, “Behind all these 
manifestations is the one radiance, which shines through all things. The function of the 
artist is to reveal this radiance through the created object.”23 Properly executed, a piece of 
art, “leads to the realization of the very things that religions are concerned to render.”24 
Simply viewing art can put you in touch with whatever higher power you may believe in.  
It has the power to calm and center you. For the artist, these feelings are experienced not 
only through viewing, but also through the process of making.  
 
OUTER WORKS 
I do not claim to be a mystic or a shaman, merely a maker. I cannot report on any 
grand vision, only my own smaller, more personal experiences. All I can do is try to 
reveal the radiance I see in everyday stones and sediment; to communicate the peace and 
meditation I find in the act of making.  All I can do is report on my seeking of 
transcendence, if not the finding. Like Campbell describes, my “images are outward, but 
their reflection is inward.”25 
Geology has long been a love of mine; I even minored in it as an undergraduate 
When I see a stone lying on the beach or alongside the road, I am compelled to pick it up. 
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I love the feel of sand and the various colors of earth. These objects captivate me, 
calm me, and continually inspire me. The average person does not really notice or realize 
the importance of gravel in their driveway or realize that sand is different on every mile 
of the beach.  
In my thesis work, I have taken common geological materials and created a series 
of large neckpieces and an installation of brooches. The majority of these works takes the 
form of large neckpieces because I want to wear these objects on my body. I want to be 
enveloped by them. I want to feel the weight of them. Robly Glover states that: 
 From the earliest times humans strung stones, wood, feathers, and bone 
on strings of hide or fiber and hung them around their necks. The neck is 
where the mind and body, head and heart come together. It is a transitional 
point from the celestial to the terrestrial. . .26  
 
Mind and body, rational thinking and intuition, the mystical and concrete, the seen and 
unseen, the neck and torso region of the body are where all of these things come together. 
Many are composed of multiples of the same or similar elements because 
repetitive work is often soothing and meditative. Also it is a reference to the prayer beads 
and rosaries found in certain religions. Repetition is appealing to the eye, and can also be 
soothing to our sense of touch. I strive to infuse each piece with the sense of poetry and 
prayer that I experience while making it. In a more jewelry related sense, they reference 
the classic pearl necklace. But as Rumi says, a prayer bead can become a pearl.27 
Campbell states that if you bring forth what is inside of you, it will save you.28 If 
you do not bring forth what’s inside you it will destroy you.29 I am not out to save the 
world through my making. I can only hope to save myself. I cannot preach like Peter, and 
I can not pray like Paul.30 All I can do is make my work, search for the sound beyond the 
silence, and interpret any grain of transcendence I may experience along the way. 
	  
TECHNIQUES 
The primary techniques I utilize in these works are electroforming, enameling, 
spool knitting, stringing, wrapping, and single crochet. Some times a piece demands that 
I fabricate rocks of a certain size, shape and color. Other times a rock that I’ve found or 
received from a friend inspires the piece. I use a roughly equal amount of actual rocks 
and created rocks. Actual rocks are usually manipulated in some way, either through the 
addition of gold leaf, silver inlay, or incased in thread or fabric. Fabricated rocks are 
either enameled or patinated with a chemical mixture to achieve the desired color. 
Electroforming is an electrochemical process, similar to electroplating, that allows 
me to literally “grow” copper onto a wax form. Household alternating current is split into 
direct current through the use of a rectifier.31  A positive charge is connected to a copper 
rod that supports two large phosphorized copper bars, or anodes.32 The negative current is 
connected to another copper rod where the material to be plated is suspended. Copper 
ions are dissolved off the anodes, are supported by the chemical bath, and adhere to the 
conductive object on the cathode bar.  The chemical bath is comprised of copper sulfate, 
sulfuric acid, hydrochloric acid and distilled water.33 Electroforming results in an actual 
thickness of metal, whereas electroplating is only a thin veneer of material. 
To make my forms I start with a wax matrix, which I shape to my specifications. 
Next I add a copper guide wire so that the wax form can be suspended in the chemical 
bath.  I then paint the wax form with a water soluble copper conductive paint. In order for 
the ions coming off the anodes to adhere to the final piece, it must be conductive. Any 
area of wax not painted will not plate. There must also be good connections between the 
copper paint and the guide wire and between the guide wire and the cathode bar. After  
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allowing the copper conductive paint to dry for at least one hour, I then suspend 
the piece in the chemical bath and secure it to the cathode bar with a hose clamp.   
The level of voltage being run through the electroforming bath affects the quality 
of the surface of the finished form.  Forms that are grown at a lower voltage, over a 
longer period of time have a smoother surface. I tend to grow my forms at one half to one 
volt over several days. I create textures by impressing sand or string into the surface of 
the wax.  
Once the forms are completed, I remove the guide wire from the top of the form, 
melt out the interior wax with a heat gun, and then use an acetylene torch to burn off any 
wax residue. Some forms are completely enclosed and must have holes drilled in either 
end, others have larger openings from which the wax can exit. The wax is then reclaimed 
for later use.  
I use the process of electroforming because it allows me to create large, hollow 
copper forms, which I can then manipulate either through the use of vitreous enamel or a 
chemical patina. Liver of sulfur will produce a brown to black color on copper. Vitreous 
enamel can produce a wide range of color and effects.  
Vitreous enamel is powdered glass, which fuses to copper at around 1450 degrees 
Fahrenheit.  I used two main types of enamel in this body of work: 80 mesh powdered 
enamel, and liquid enamel.  Liquid enamels are comprised of very finely ground glass 
that is then added to water. The liquid enamels are compatible with the powdered 
enamels, and I sometimes use both types on the same form. Enamels can either be fired 
with a torch or in a kiln. I tend to favor kiln firing, but both methods were used in this  
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body of work. By combining liquid and powdered enamels, and opaque and 
transparent colors, I am able to create a multitude of effects. 
By utilizing both electroforming and enameling, I am able to create forms that 
mimic the actual look of rocks, while remaining fairly light. With holes drilled in either 
end, the forms can then be strung like beads.  Actual rocks or dirt are wrapped in thread, 
spool knit around, or encased in fabric to hold them in place, as are some electroforms.  
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Rock Necklace 
 “The present is the key to the past.”  
~The Law of Uniformitarianism 
 
Rock Necklace was the first completed piece utilizing rock forms and thread. The 
artificial rocks are electroformed and enameled to mimic the look of actual stones. The 
forms are captured in ecru spool knit thread, twisted and knotted into a wearable piece. 
Rock Necklace is physically lighter than many of the other works, but its content is also 
lighter. This work was the first step in the journey, and its focus was experimenting with 
new techniques and arrangement of forms.  
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Plate 1 
Rock Necklace 
copper, enamel, string 
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Slate Necklace II: Greenville 
 
“You change one piece of ground into gold.” 
~Rumi34 
 
Slate Necklace: Greenville consists of found pieces of slate, wrapped in thread 
and strung into a neckpiece. The pieces of slate found locally in Greenville, half buried in 
the dirt in an empty street corner lot.  They appear to have been slate roofing tiles in a 
former life.  I did nothing to manipulate the shape of the individual pieces, preferring to 
use them as I found them.  
The gold leafing serves to elevate the status of the slate from something common 
and mundane to something precious. I find these materials to be sacred. The addition of a 
material prized by nearly every culture is my way of consecrating these stones. The gold 
leaf serves to bring these stones out of the dirt and elevates them to the status of body 
adornment. 
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Plate 2 
Slate Necklace II: Greenville 
slate, gold leaf, string 
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Sacra Sancta 
 “In India, I have seen a red ring put around a stone, and then the stone becomes 
regarded as an incarnation of the mystery. Usually you think of things in practical 
terms, but you could think of anything in terms of its mystery. . . That is the point 
of what is called consecration.” 
    ~ Joseph Campbell35 
 
Sacra Sancta is comprised of seven large electroformed rocks, strung on hand 
dyed silk.  The rocks have been enameled with alternating layers of liquid gray and liquid 
white enamel. I then sandblasted the enamel, wearing away the top layer of gray in 
certain areas to expose the underlying white, and to give the entire form a matte finish. I 
then used a liver of sulfur patina to cover any exposed copper. I dyed strips of white silk 
to the desired red color and strung the finished rocks in an asymmetrical fashion. 
Sacra Sancta is based on the idea that tying a red string around an object makes 
that object sacred.36 One rock has a red silk tied around it, consecrating that particular 
rock as sacred. But, the necklace, as it’s being worn, places a red string around the 
wearer, consecrating the wearer as sacred. I made this piece large enough so that a person 
could crouch inside of the necklace if it were to be laid out on the floor, creating a sacred 
space. 
The rocks themselves are large and heavy, the subject of sacredness being heavy 
itself. There are seven stones total, since seven is a biblically significant number. The 
stones are rough and the edges of the silk are left raw and fraying, because it was my 
intention piece to look non-precious, so as to be a consecration of the mundane. The title, 
Sacra Sancta, is Latin for “sacred sanctuary”, because I find these objects to be sacred, I 
have consecrated them as sacred and because making is my sanctuary.  
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Plate 3 
Sacra Sancta 
copper, enamel, silk 
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Gray Prayer 
“What if we are praying for one another in the hope that others are holy when we are 
not?” 
~Annie Dillard37 
 
Meant to reference the rhythm of prayer beads or rosaries, Gray Prayer is about 
touch, rather than sight. It has alternating fabricated rocks and actual rocks stitched 
between layers of white fabric. The fabric visually softens and obscures the look of the 
rocks. The enameled rocks are also visually soft, both in color and finish. The elements 
blend into one another visually but tactilely they are distinct.  
I wanted to imbue this work with a sense of stillness and the meditative nature of 
repetition. It sits closer to the center of the body, closer to the heart, where we keep our 
prayers. Making is the only way I know how to pray, whether holy enough or not. 
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Plate 4 
Gray Prayer 
copper, enamel, fabric, stones, thread 
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Gray Grief: Potato Rock 
“Grief settles thick in the throat, and lungs: thousands of sorrows being suffered, clouds 
of cruelty, all somehow from love.” 
~Rumi38 
 
Gray Grief came about after a devastating personal loss. Tragedy and grief can  
be great learning tools if handled properly, but this is not the case in every situation. 
Sometimes grief is just that, senseless and heartbreaking. You work through it the only 
way you know how. For me, this involves making.  
This piece is comprised of the wires used to suspend my waxes in the chemical 
bath from several years of electroforming. I heated them until the copper became soft and 
then compressed them through two steel rollers to flatten them out. After smoothing the 
edges, I drilled a hole in each end. The copper wires as well as the copper electroformed 
rock all have a liver of sulfur patina, because grief is a dark thing, and the color black 
being associated with mourning. The elements are tied together with black silk thread, 
mimicking the look of stitches in a wound. Like grief, the piece is heavy.  The wires lay 
on the chest and make it difficult to breathe, while the rock sits at the back of the neck to 
help support the weight. Grief, like the electroformed rock, sits at the back of our minds, 
our constant companion. 
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Plate 5 
Gray Grief 
 copper, silk thread 
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Lightness of Being 
“’This is enough’ was always true.” ~Rumi 
“There is no greater sin than desire, 
No greater curse than discontent, 
No greater misfortune than wanting something for oneself 
Therefore he who knows that enough is enough will always have enough.” 
~ #46 of the Tao Te Ching 39 
 
 Incredibly lightweight physically, Lightness of Being acts as a reminder of the 
inner peace that comes with self-acceptance.  All of us have, at all times, everything we 
need. We have enough time, love and resources to do the job we were meant to do. We 
sometimes forget this, caught up in wanting, “needing” more. We get caught up in 
needing to “be” more, when at any given moment we are everything we need to be just as 
we are, at any given moment.  This does not mean we should stop trying to become better 
versions of ourselves, but inner peace comes with self-acceptance.  
 Incredibly minimal in terms of both materials and technical effort, Lightness of 
Being, is still everything it needs to be. The single pink rock is captured by spool knit 
colorless thread while gold leaf accents elevate the status of the non-precious to the 
precious. Tiny knots in the thread add visual interest without distracting.  
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Plate 6 
Lightness of Being 
stone, gold leaf, thread 
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Salt in the Soul: It May Burn as it Heals 
“Sharpen seeing with dust-medicine from a dervish’s foot, it may burn as it heals.”  
~Rumi40 
 
I love salt for its crystalline appearance and texture. It is easily obtained and 
affordable and it allows me to grow actual mineral crystals on to my copper forms. It 
produces the illusion of actual geodes. Salt in the Soul refers to the healing powers of salt. 
Salt in a wound can sting magnificently, but in the end cleanses and ultimately helps to 
heal. Our own journey is not always comfortable and personal healing is often painful.  
To grow the salt crystals, I made a super saturated salt solution by boiling water 
then adding ordinary table salt until no more will dissolve. I then submerged the forms in 
the salt solution. As the water evaporated, the salt was deposited or “grown” as crystals 
on the form. The salt, reacting to the bare copper produced the blue-green color. This 
process took several weeks to complete.  
For Salt in the Soul, I wanted a certain consistency of form. I made two waxes, 
one larger, one smaller and electroformed them. Once these were complete, I was able to 
make molds of them and produce multiples of the same forms. I enameled the outside or 
the forms to better contain the salt solution and also because the salt will not deteriorate 
enamel like it will a chemical patina. I wanted the outside to remain dark, while 
concentrating the salt on the interior. The final piece is strung together with silk thread.  
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Plate 7 
Salt in the Soul 
copper, enamel, salt, silk thread 
 
	   	   	   	  	   23	  
Pilgrimage: Slate, Sand, Shore 
“All that time-the fourth century- people commonly prayed prone on the dirt.” 
~Annie Dillard41 
 
I tend to collect earth and sand as well as rocks, especially since moving to North 
Carolina. The beaches here amaze me, inspire me and center me. To carry sand with me 
is to carry that feeling of being at the beach, staring at the ocean. Geology is tied to place, 
and each element included in this piece is from a physical place with emotional 
significance. It speaks of the physical, outer journey that accompanies the inner journey.  
Pilgrimage: Slate, Sand Shore contains sand from the beaches at Cape Hatteras, 
NC, Atlantic Beach, NC and Cinqueterra, Italy. The coarse shell material and small beach 
rocks are also from the Pine Knoll Shores and Fort Macon beaches respectively. The 
garnet sand was collected from Nags Head, NC. The black slate is from a roofing tile 
taken from my hometown church, and the small brown pebbles are phosphate nodules 
from Aurora, NC. The gray, silty dirt is also from Aurora, NC. The rock salt is a 
mineralogical representation of the ocean. All of these materials are stitched between two 
layers of white fabric.  
The loose weave of the fabric allows some of the smaller sediment to leak out, 
alluding to not only what we carry with us, but what we leave behind. The piece is long, 
as our journey can be long. The piece has a comforting weight, again as a representation 
of the weight of the subject matter.  
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Plate 8 
Pilgrimage 
fabric, stones, sediment, salt, thread 
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Flow Like Water 
“Hail Mary, full of grace, help me to flow like water and find the Way.” 
~ Personal Prayer 
 
Flow Like Water is another work dealing with acceptance and inner peace. The 
Tao Te Ching instructs us to put ourselves in accord with the universe; to follow what is 
called “The Way”. One way the Tao says to find the Way is to be like water.42 It states, 
“The highest goodness is like water./ Water easily benefits all things without 
struggle./Yet it abides in places men hate.”43 It instructs us to be like water, to flow 
around obstruction without fear or desire, flow like water and find the Way.44 
The beach stones act as obstructions, as the string encases, or “flows” around 
them like water. Silver wire is inlayed into several of the stones, representing what can 
sometimes be gained from a difficult situation. The single crochet threads give the 
necklace structure and support the illusion of water.  
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Plate 9 
Flow Like Water 
stones, sterling silver, thread 
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Stillness is Required 
“The dark night of the soul is a learning place of great depth. Stillness is required.” 
~Reverend Matthew Fox45 
 
 
Everyone experiences difficult times in his or her life, but our darkest struggles 
can become our greatest teaching tools, and opportunities for personal growth. Stillness is 
Required is based on the idea that “inner gold” can lie at the heart of a troubling situation. 
One must always keep in mind what can be gained, instead of what was lost.  
The focal stone in this piece was given to me with the center already carved out. I 
smoothed out some of the rougher edges with a diamond burr, and applied gold leaf to 
the interior. I then spool knit around the stone to contain it, and created a way for the 
stone to be work around the neck with the same thread. I wrapped several areas of this 
“chain” with more thread, which I then also applied gold leaf, to better integrate the chain 
with the pendant. I placed a small black beach stone in the center of the carved stone to 
indicate a resting or being still within a sacred place.  
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Plate 10 
Stillness is Required 
stone, gold leaf, thread 
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Prayer Beads: Becoming 
“Then I found some dirt to make an ointment that would honor my soul and in mixing 
that I found poetry.” 
~Rumi46 
 
 
Prayer Beads:Becoming was inspired by prayer or worry beads  found in some 
religions as well as the idea that repetition can be meditative. The tactile sensation of 
running one’s hand over the smooth “stones” is meant to be calming to the wearer.  
Humble prayer beads become pearls, a metaphor for our own individual “becomings”.47 
The small electroforms are patinated black with liver of sulfur and are 
interspersed with gold leafed pearls, all strung on black silk. The open forms contain a 
small prayer, written on rice paper, buried in a mixture of dirt and adhesive. The various 
types of dirt were collected by me, from several locations in Pennsylvania, and North 
Carolina, and were selected for their color. 
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 Plate 11 
Prayer Beads: Becoming 
copper, thread, sediment, gold leaf, pearls 
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Save Me from Myself 
Moyers: “In this sense, unlike heroes such as Prometheus or Jesus, we’re not going  
    on our journey to save the world, but to save ourselves.” 
 
Campbell: “But in doing that, you save the world.” 
~Joseph Campbell and Bill Moyers48 
 
 
When I am at my most emotionally, mentally and spiritually unbalanced, the act 
of making, regardless of media or form is usually the only thing that can center me.  
Sometimes, this way of being seems incredibly self-absorbed, but I can not save the 
world, unless I first save myself. Creating is the only way I know to go about this, and, 
like many artists, I am my own worst enemy.  
Save Me from Myself  is my homage to my own practice and process of making. It 
contains three different types of copper elements, all of which are a result of the 
electroforming process. The large “rocks” are typical electroforms, while the long, thin 
pieces are the same flattened  suspension wires used in Gray Grief. The wider, flat almost 
petal shaped elements are depleted anodes, salvaged from the bottom of the 
electroforming tank. All of these copper pieces are finished with a liver of sulfur patina. 
As a work about the process of copper electroforming, I wanted it to retain the look of 
copper.  
The individual elements are assembled with silk thread. An actual rock and an 
electroformed and enameled “rock” encased in spool knitting represent the other main 
aspects of my process. 
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Plate 12 
Save Me From Myself 
copper, stone, thread 
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Meditations 
 
“The number thirteen is the number of transformation and rebirth. . . Thirteen is the 
number of getting out of the field of the bounds of twelve into the transcendent.” 
~Joseph Campbell49 
 
My thirteenth work is a grouping of brooches displayed on the wall in a grid 
formation entitled Meditations. The primary elements that make up these brooches are 
electroformed rocks, actual rocks and string. All have an upper, larger component with a 
smaller, suspended component. Some forms are enameled, and some are darkened with a 
patina. Most of the actual rocks were ones that I collected. A few rocks were given to me 
by friends, and some were purchased from suppliers. Some forms are wrapped in thread; 
others are strung like beads. The threads are sometimes colored with powdered pigments, 
powdered graphite or fabric dye.  
The Meditations for me are about my constant need to make. Making centers me, 
and calms me down. I cannot not be making things. Making is my method of meditation.  
There is also a great freedom in making these brooches that I do not experience in 
making the neckpieces. They offer me the best opportunity to be experimental in both 
electroforming and enameling. They act as a great testing ground for pushing my 
techniques, as well as testing out various types of stringing methods and materials.  
Typically, components for the neckpieces must look a certain way.  With the brooches, it 
does not matter what the form looks like when it comes out of the electroformer. It does 
not matter what the form looks like when it comes out of the enameling kiln. It all 
becomes useable material. It also does not matter if some of the brooches are visually 
weaker than their kin, because they get absorbed into the larger group. 
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Plate 13 
Meditations 
 copper, enamel, stones, sediment, salt, thread 
    
    
	  
CONCLUSION  
The completion of this body of work is not the end of my inner journey, rather 
just the beginning. I may never reach transcendence, but making art is something I must 
do regardless of the outcome. I must continue to make my work for my mental, emotional 
and spiritual health. It does not matter how other people view the work, or how they feel 
about it; I do not make this work for them. I make my work for myself, cleaving to 
objects I love. My inner journey will continue to produce outward objects.  
 
 “Everything begs with the silent rocks for you to be flung out like light.” ~Rumi50 
 
 
 “The Silence is all there is. It is the alpha and the omega. It is God’s brooding 
over the face of the waters; it is the blended note of the ten thousand things, the whine of 
wings. You take a step in the right  directions to pray to this silence, and even to address 
the prayer to ‘World.’ Distinctions blur. Quit your tents. Pray without ceasing.” ~Annie 
Dillard51 
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